O ver the past two decades, film scholars have become increasingly aware that the "national-cinema" paradigm does not adequately address issues of film production, distribution, or consumption in an increasingly interconnected world.
1 According to Chris Berry and Mary Farquhar, "few places have a more complex relation to the national than the combination constituted by the People's Republic [of China (PRC)], Hong Kong, Taiwan, and the Chinese diaspora."
2 As a result, scholarship on Chinese cinemas recognizes "the plurality of the concept of Chinese 'national' cinemas" and mobilizes the transnational to describe "filmmaking activities located in several geographical regions [ . . . that] somehow share certain linguistic and cultural traits of 'Chineseness.' " 3 Importantly, the description of these cinemas as "transnational" does not necessarily displace the notion of the national, but rather repositions it in a broader ethnic framework. 4 While scholarship on Chinese cinemas remains focused on production and distribution practices, far less attention has been directed toward Chinese stars and the transnational nature of their stardom. As noted by Yingjin Zhang and Mary Farquhar, To be sure, biographies, autobiographies, anecdotes and glamorous photo collections of stars abound in print venues and on the internet, but to date few book-length studies deepen our understanding of the function of [Chinese] stardom and star texts in national and transnational contexts.
While Chinese stars are examined critically, it is often in relation to a crossover to Hollywood or as metaphors for broader geopolitical discourses in China.
6 Only a handful of Chinese stars-Jackie Chan, Chow Yun-fat, Jet Li, Gong Li, Michelle Yeoh, Zhang Ziyi-have received sustained consideration, a fact that can be attributed to their visibility on Western film screens. For instance, mainland actress Gong Li is frequently discussed in terms of her femininity, and is often described personifying the modern Chinese nation as it moves toward an era of globalization.
7
Conversely, Hong Kong action star Chow Yun-fat, who is considered in terms of his masculinity and his use of violent force onscreen, is frequently described in relation to Hong Kong's return to Chinese sovereignty in 1997. 8 The discussion of transnational Chinese stardom must move beyond the Hollywood crossover to consider Chinese stars and their star texts within Chinese industrial contexts.
9
In the new millennium, the rise of pan-Chinese filmmaking coincides with an increasing socioeconomic interdependence within Greater China and the strengthening of the PRC in the global (film) economy. The interconnection of Chinese cinemas has been facilitated, in part, by the PRC's signing of free-trade agreements with Hong Kong (2003) and Taiwan (2010) . For instance, the Closer Economic Partnership Arrangement (CEPA) signed by Hong Kong and mainland China delineates the parameters of film co-productions, and includes casting quotas for principal actors.
10 Projects complying with these regulations are treated as mainland motion pictures and are distributed on a quota-free basis in China.
11 Also under CEPA, Hong Kong-produced Chinese-language films are exempt from the PRC's foreign film import quota. Over the past decade, Hong Kong actors have been granted unprecedented access to the mainland film market, and in the process have greatly expanded their fan bases.
While production and distribution practices (such as co-productions) have helped to increase the mobility of Chinese stars and star texts, they cannot account for their transnational appeal. Far from homogenous, the Chinese film market extends across East Asia and includes ethnic Chinese living overseas. The appeal of transnational Chinese stars thus resides in the way that their personas are developed, mobilized on screen, and consumed by filmgoers across the globe. On the one hand, a star text might be designed to have transnational appeal across various film markets. Mette Hjort argues that a film (and by extension a star text) can be considered an instance of marked transnationality if the creative talent responsible for its production-that is, director(s), producer(s), cinematographer(s), editor(s), actor(s)-intentionally draw attention toward the transnational properties of the work. Hjort contends that transnational
